This paper explores how film viewers, especially documentary film viewers, attribute a kind of "truth" to a subject's body. Sam 
and other scientists on the show that what she truly thinks and feels contradict her outward claims and demeanour. By ignoring or dismissing any gender, race, class, or cultural imprints, the premise of Lie To Me is that the human body can, indeed, tell the "truth" -primarily through its outward ability to represent inner turmoil.
I shall explore, in this paper, how film viewers, especially documentary film viewers, attribute a similar kind of "truth" to a subject's body. The film I will examine is the Canadian documentary, Citizen Sam. My aim, in raising these examples from popular culture, is to redirect arguments about the "truth" of the body, examining the visual representation of "facts," a representation that underlies a somatic (and symbolic) filmic truth that interests me here. What, in fact, is a fact? And how do "facts" inform a viewer's acceptance of filmic authenticity and veracity?
James McEnteer observes in his book that explores the political evolution of USA documentary films over the second half of the 20 th century: "Documentary makers use actual people, settings, and situations, rather than inventing their own" (xv). [3] This typical characterization of documentary distinguishes non fiction films from "fiction" movies. But McEnteer goes on to caution against a toosimple definition when he says, following Erik Barnouw, that "any claim to objectivity by nonfiction filmmakers is 'meaningless' because of the 'endless choices' they have to make-from the topic, to individual shots, to the final order of edited sequences" (xv). The range these choices cover, exemplifies how much artistry goes into any documentary film. These are basic points; viewers are not unsophisticated about how to read fashioned objectivity in visual form.
Nevertheless, critic Jim Lane argues that when filmmakers who are invested in the autobiographical mode turn the cameras on themselves, the projection of supposedly candid subjectivity convinces viewers of the authenticity of the onscreen protagonist objective ideal of direct cinema, which excluded the presence of the filmmaker, and the cinematic apparatus" (12 higher meaning; in effect, that the body cannot lie. Boles's argument, like Paglia's, devolves into a worn "kids today" diatribe, lamenting days of yore before "technocracy" mediated bodily interactions. Bole attacks "kids" for experiencing the world via technology "through their hands and eyes," presumably a focus he should value as an ASL instructor! [5] When discussing the definition of documentary film with his students, film critic and teacher Henrik Juel admits that his students do "talk a lot about 'facts' and 'truth' as a necessary representation, but a willed presentation" he maintains. And that "willed presentation" -that director's cut of deliberate manipulations -is the artistic medium in which viewers trust to view stylized fictional facts. [6] Emerging around 1958, direct cinema (soon aligned with cin�ma v�rit�) grew out of Qu�bec and USA documentary techniques (such as the handheld camera, and synched sound and sight recordings outside the studios) that adopted the stance of an unbiased observer. By foregrounding the filmmaker, direct cinema autobiographies proposed a sense of "reality" wherein the principal filmmaker was not invisible, but was in fact the subject of the film. promotional material puts it, the film covers "from war room to bedroom," a catchy phrase that juxtaposes war and love, at the same time as it promises titillating glimpses into not only the public battle, but also the clandestine privacy of a wouldbe mayor. Thus Sam Sullivan's disabled body serve as "evidence"
for certain policies during his run for election. Throughout Citizen Sam, the absence of camera crew, of any interviewer or director asking questions or leading conversations, allows viewers to focus entirely on Sullivan as the film's core, and on his body as the essential evidence that his physical reality is -in so many ways -his campaign.
Shortly after the opening credits, the film scrolls "Day 67" across the screen. At several points throughout the film, days continue to count down until the film ends four days after election day. For most of the film, the camera is set up, in direct cinema fashion, to act as an invisible recorder, there to "witness" the mayoral candidate's speeches, relentless campaigning, and political strategizing. In addition, Moulins's choice to shoot and package the film as a countdown suggests (albeit reverse) linearity, a way of seemingly accurately depicting the Vancouver election through the daytoday campaign, the details that drive the narrative to its ultimate conclusion (victory or defeat, vindication or condemnation, etc.). In maintaining this count down strategy, Moulins's "invisible recorder" asserts objective reality but also purports to capture the subjective reality of Sam.
Depictions of Sam Sullivan's private physical adjustments (traversing the city in his wheelchair, getting in and out of the bathtub, turning over in bed), allow viewers to glimpse "the unusual" body in action, at the same time as Sam's interspersed direct addresses to the camera invite an intimate acquaintanceship between subject and object of the film, by relying on a filmic changeup that, ultimately, perpetuates normative narrative. [7] In this way, much of the film concentrates on personal and struggling through various political and personal minefields and conquests? Various of these appear in the film: Sullivan's insensitive lead opponent, his ways of dressing himself in the morning, his disclosure (prior to the election) that he gave crack and heroine to street people, and his final triumphant waving of the Olympic flag, by weaving his wheelchair around eight times in Turin. [8] Like the plethora of disabled supporting characters in dramatic films, documentaries display disabled characters in various roles and narratives. In their often quoted Narrative Prosthesis, Mitchell and Snyder argue that disability has been traditionally represented in film and literature as a "surface manifestation of internal symptomatology," a "surface manifestation" that predicts that the disabled individual in question has an "equally irregular subjectivity" (59). In plain words: a "twisted" body conveys a twisted mind, a "pure" body a what is a fact, the brother replies: "Don't be daft! A fact is a fact! Trees are green! You're talking to me on the phone!"
Quartermain tongueincheek concedes that "A fact, that is to say, is true. And yet of course my brother was mistaken -as he was telling me trees are green I was looking at a yellow one."
When one examines the very notion of a fact (scientific, poetic, artistic, etc.), the word transforms from green to yellow and back to translucent: the real made tangible with words. The act of fact
